Boston University Symphony Orchestra, February 2, 2004 by School of Music, Boston University
Boston University
OpenBU http://open.bu.edu
School of Music Boston University Concert Programs
2004-02-02
Boston University Symphony
Orchestra, February 2, 2004
https://hdl.handle.net/2144/30205
Boston University
College of Fine Arts 
School of Music 
) 
BOSTON UNIVERSITY 
SYMPHONY ORCHESTRA 
Lukas Foss and David Hoose, conductors 
Monday, February 2, 2004 at 8:00 p.m. 
Tsai Perfon:nance Center at Boston University 
685 Commonwealth Avenue 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Lukas Foss and David Hoose, conductors 
MOZART 
MOZART 
ANTONIOU 
DVORAK 
Overture to Die Zauberf/ote 
Symphony No. 40 in G minor, K. 550 
Molto allegro 
Andante 
Menuetto-Allegretto 
Allegro assai 
INTERMISSION 
Symphony No. I 
(Boston Premiere) 
Agressive 
Very slow. Meditative 
Danza 
Presto 
Slavonic Dance No. I in C major, Op. 46 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Violin I 
Nikola Takov, principal 
Lijiong Liao 
Alexandra Shepherd 
Tera Gorsett 
Miguel Perez-Espejo 
Lelia lancovici 
Allison Roush 
Wen-Hsuan Lin 
Adam Vaubel 
Tingchi Huang 
Angel Valchinov 
Hsin-Lin Tsai 
Sarah Parkington 
Na Sun 
Drew Nobile 
Zhongling Li 
Vio•=~ - 11 
M asegawa 
Na, egill 
Mary Lidman 
Alexander Spivakovsky 
Kelly Thomas 
Lauren Hastings 
Angela Leidig 
Yevgeny Kutik 
Christian Jackson 
Linda Hill 
Jung Ah Lee 
Melissa Baese 
Olga Faktorovich 
Justin Esposito 
Irene Test 
Viola 
Peter Lekx, principal 
Julia Garfinkel 
WillineThoe 
Caitlin Wick 
Daniel Dona 
Laura Kuechenmeister 
Gregory Williams 
Jennifer Thomas 
Timothy O 'Brien 
Jennifer Sills 
Jieun Lee 
Merrick Nelson 
Cello 
Richard Evans, principal 
Rebecca Hartka 
Laura Metcalf 
Kristen Antolik 
Amy Hsieh 
Hyun Young Kang 
Soona Chang 
Jacqueline Ludwig 
Charlsie Hansen 
Paul Zang 
Seth Raymond 
Bass 
Randall Zigler 
Xu Wang 
Nick Tatarka 
Joseph Ferris 
Lauren Cohen 
Brian Wahl 
Ramsey Harvard 
Brian Perry 
Flute 
Keith Anderson 
Jessica Lizak* 
Hyuncheong Park-" 
Sarah Paysnick# 
Oboe 
Jarad Brown#" 
Michael Dressler-
Chriscine Ulanowski 
Emily Yu* 
Clarinet 
Jacynthe Bourdages* 
Hyunjo Byun# 
Christine Hatch" 
Erika Means-
Bassoon 
Stephanie Busby#-
Sarah Cryan*" 
Hom 
Erik Finley* 
Jon Klein 
Rebecca Klein" 
Matthew Kurk# 
David Rufino-
Sturlauger Sturlaugsson 
Trumpet 
Karin Bliznick* 
Patrick Bullock-
Kevin Maloney" 
Geoffrey Shamu 
Trombone 
Louis Bremer 
Bradley Kerns" 
Rachel Ransom 
Unai Urrecho*-
Tuba 
Takatsugu Hagiwara 
Harp 
Yu-Hsin Huang" 
Katherine Pecak-
Piano/Celesta 
Molly Sassaman 
Timpani 
Daniel Bauch-
Keith Carrick" 
John Kulevich* 
Percussion 
Daniel Bauch 
Robert Hudson 
John Kulevich-
David Lanstein 
Michael Singer" 
Personnel Managers 
Marianne von Nordeck 
DawnWeithe 
*-principal on Die Zauberflote 
#-principal on Symphony No. 40 
--principal on the Antoniou 
"-principal on the Dvorik 
LUKAS FOSS. conductor 
Lukas Foss, Professor of Music in Composition at Boston University's School of Music, was 
born in Berlin in 1922 and emigrated to the United States in 1937. He quickly became recog-
nized as a "wunderkind" in composition when, at the age of 15, his Four Inventions for piano 
was published. At 17 he met and worked with Hindemith at Tanglewood, who inspired his 
interest in modern music. Stravinsky, Ives, and Copland all strongly influenced his composi-
tions, but it was his long association with Aaron Copland that secured his love for American 
music. Copland referred to his prolific body of work as "among the most original and stimu-
lating compositions in American music." At 23 years of age he was the youngest composer 
ever to receive a Guggenheim Fellowship. Although Foss maintains that his greatest passion 
continues be composition, he has received numerous accolades for his extensive contribution 
to the arts as conductor, pianist, educator, and lecturer. As conductor, he maintained long-
standing posts with the Buffalo Philharmonic Orchestra, Milwaukee Symphony Orchestra, and 
the Brooklyn Philharmonic Orchestra. While in Buffalo, he founded its Center for Creative 
and Performing Arts. His many prestigious honors, awards, and appointments rate him as one 
of the most respected and admired personalities in American music. 
DAVID HOOSE, conductor 
David Hoose is Professor of Music at the Boston University School of Music where he is 
Director of Orchestral Activities and Chairman of the Conducting Department. He also serves 
as Music Director of three distinguished organizations, The Cantata Singers & Ensemble (with 
which he recently celebrated his twentieth year), the Tallahassee Symphony Orchestra (with 
which he will be celebrating his tenth year this coming season), and Collage New Music. 
David Hoose entered the Oberlin Conservatory to study horn and graduated with a degree in 
composition, having studied with Walter Aschaffenburg and Richard Hoffmann, student and 
amanuensis of Arnold Schoenberg. He continued his composition studies at Brandeis University, 
where he worked with Arthur Berger; Seymour Shifrin, Martin Boykan and Harold Shapero. He 
studied horn with Barry Tuckwell, James Singer and Richard Mackey. His principal study of con-
ducting was at the Tanglewood Music Center; where he worked with Gustav Meier, Leonard 
Bernstein, and Seiji Ozawa, and was recipient of the Dimitri Mitropoulos Award . 
David Hoose has conducted the Singapore Symphony Orchestra, Saint Louis Symphony, Utah 
Symphony, Korean Broadcasting Symphony (KBS), Orchestra Regionale Toscana (Florence), Quad 
Cities Symphony Orchestra, Ann Arbor Symphony, Opera Festival of New Jersey, and at the 
Warebrook, New Hampshire, Monadnock and Tanglewood music festivals. In Boston he has 
appeared as guest conductor with the Boston Symphony Chamber Players, Handel & Haydn 
Society, Back Bay Chorale, Chorus Pro Musica, Fromm Chamber Players, Dinosaur Annex,Auros, 
and numbers of times with the Pro Arte Chamber Orchestra and Emmanuel Music. 
He has been guest conductor at the New England Conservatory, Eastman School of Music, 
Shepherd School of Rice University and University of Southern California. David Hoose's 
recordings are on the New World, Koch, Nonesuch, Delos, CRI and GunMar labels. His rer- d-
ing of Peter Child's opera, Embers, and his recordings of John Harbison's Motteti di Manta/£ 
Collage New Music and Harbison's Four Psalms and Emerson with the Cantata Singers are st.oil 
to be released. 
As a horn player, David Hoose served as principal horn of the New Hampshire Symphony, 
Portland Symphony (Maine), Boston Musica Viva, Handel & Haydn Society, Boston Philharmonic, 
Emmanuel Chamber Orchestra, Pro Arte Chamber Orchestra, Monadnock Music and the 
Cantata Singers, as well as appearing as soloist with many of these. He also performed with the 
Boston Symphony Orchestra and Boston Pops, and toured with the Apple Hill Chamber Players. 
For ten years he was a member of the Emmanuel Wind Quintet that, in 1981 , won the Walter W. 
Naumburg Award for Chamber Music. 
PROGRAM NOTES 
WOLFGANG AMADE MOZART (1756-1791) 
Die Zauberflote 
Despite its whimsical libretto and obviously emblematic characters, Mozart's singspiel The 
Magic Flute is regarded as one of the greatest operas of the entire repertoire. In faet, as 
music historian Philip Downs has written, "many hold that The Magic Flute is among the great-
est human documents, worthy to stand beside Bach's St Matthew's Passion." In this story 
abo"t. good and evil, Sarastro, the high priest of an enlightened brotherhood, abducts Pamina, 
w mother is the evil Queen of the Night. The Queen sends Prince Tami no to save 
Par... .Tamino not only falls in love with Pamina, but also accepts Sarastro as the incarnation 
of truth and goodness.Tamino's counterpart is Papageno, the Queen's bird-catcher, whose 
earthiness counterbalances Tamino's idealism. Predictably, love and goodness triumph, Sarastro 
overcomes the Queen of the Night, Tami no and Pamina are united after many trials, and 
Papageno finds Papagena, a female version of himself. The possible sources of Emanuel 
Schikaneder's libretto include Jakob August Libeskind's story "Lulu or the Magic Flute," pub-
lished in Wieland's Dschinnistan, a collection of fairy-tales. 
The Magic Flute was written in 1791, the year of Mozart's death. Although overwhelmed by 
many adversities, Mozart found great joy in working on an opera for Schikaneder's Theater 
auf der Wieden, in the suburbs of Vienna, which catered to unsophisticated audiences. The 
Magic Flute has been called a Masonic opera: both librettist and composer were Masons, and 
the opera abounds with Masonic symbolism, culminating in the triumph of light over dark-
ness. Although the Masonic flavor of The Magic Flute is undeniable, what makes it a great 
work of art is Mozart's unique ability to translate his humanistic ideals into music of extraor-
dinary beauty and suggestiveness. The fundamental theme of this opera is love, a theme to 
which Mozart fully dedicates his entire genius. To the listener, Mozart's ode to love brings 
eighteenth century opera in its full splendor. Not only is the music, which includes sparkling 
arias, charming buffo scenes, and en~embles of transcendent beauty, enchanting and invigorat-
ing, but it also effectively coalesces with the story to create a powerful, convincing work of 
art. 
-All Music Guide 
These program notes are from the archives at http://www.allclassical.com/. 
THEODORE ANTONIOU (b. 1935) 
First Symphony (2003) 
Theodore Antoniou, one of the most eminent and prolific contemporary artists, leads a dis-
tinguished career as composer, conductor, and professor of composition at Boston University. 
He studied violin, voice, and composition at the National Conservatory in Athens, with fur-
ther studies in conducting and composition at the Hochschule fiir Musik in Munich, and the 
International Music Center in Darmstadt. After holding teaching positions at Stanford 
University, the University of Utah, and the Philadelphia Musical Academy, he became professor 
of composition at Boston University in 1978. 
As a conductor, Professor Antoniou has been engaged by several major orchestras and 
ensembles, such as the Boston Symphony Orchestra Chamber Players, the Radio Orchestras 
of Berlin and Paris, the Bavarian Radio Orchestra, the Tonhalle Orchestra (Zurich), the 
National Opera of Greece, and the Berkshire Music Center Orchestra. In 1974 he became 
assistant director of contemporary activities at Tanglewood, a position he held until 1985. An 
ardent proponent of new music, Professor Antoniou has founded various contemporary 
music ensembles, including ALEA II at Stanford University; ALEA Ill , in residence at Boston 
University; the Philadelphia New Music Group; and the Hellenic Group of Contempora• 
Music. He is also director of the ALEA Ill International Composition Competition, and . 
1989 the president of the National Greek Composers' Association. 
Many of Professor Antoniou's compositions were commissioned by major orchestras around 
the world, and more than a hundred and fifty of his works have been published by G. 
Schirmer, lnc.,Associated Music Publishers, Inc., and BarenreiterVerlag (Germany). He has 
received many awards and prizes, including the National Endowment for the Arts Fellowship 
grants and the Richard Strauss Prize, as well as commissions from the Fromm, Guggenheim, 
and Koussevitzky Foundations, and from the city of Munich for the 1972 Olympic Games. He 
has been recognized with ASCAP Awards for several years, and in 1991 he was awarded the 
Metcalf Award for Excellence in Teaching by Boston University. In December 1997 he was 
presented with the Music Award from the Greek Academy of Arts and Letters, one of the 
most prestigious awards and the highest academic distinction in music; and in January 2000, 
the Greek National Radio Broadcast Corporation awarded him the Dimitri Mitropoulos 
Award for his lifelong contribution to music. 
Theodore Antoniou's works are numerous and varied in nature, ranging from operas and 
choral works to chamber music, from film and theater music to solo instrumental pieces-his 
scores for theater and film music alone number more than a hundred and fifty compositions. 
One of his most successful works, the opera Bacchae, was given its first fully staged produc-
tion for the Athens Festival in Greece. His newest opera, Oedipus at Co/onus, commissioned 
by the Sud-West Rundfunk, Baden-Baden, in Germany, to be paired in programs with 
Stravinsky's Oedipus Rex, was premiered in Athens in May 1998; in August of the same year, 
the work received the prestigious Music Award presented annually by the Hellenic Union of 
Music and Theater Critics. 
-' l 
Regarding his First Symphony, Professor Antoniou writes: 
It was the Greek conductor Byron Fidetzis who always encouraged me to write a sym-
phony, and it was I who decided to dedicate this symphony to the memory of Dimitris 
Dragatakis, an excellent composer. Dimitris was a great friend , a very special person--
noble, courteous, and modest. A wise and wonderful colleague, he was also a generous 
and enthusiastic teacher. When he left, we lost one of us-a very important part of our 
lives. My First Symphony is a small tribute to his memory. 
Although I have written several works for orchestra over the years (at least twelve), I have 
never used the title "Symphony." I was probably avoiding dealing with a genre so well 
known and with so many great, wonderful, and successful examples. 
My First Symphony has four movements. I am definitely "flirting" with the most common 
traditional symphonic form. The first movement is a fast one; the second is slow. The 
third movement is a danza instead of a scherzo, and the fourth is again a fast one. Besides, 
I do not believe I followed the sonata form strictly for some of the movements (as expect-
r a Classical-form symphony). I mostly dealt with a "dramatic" development of the 
of each movement, being concerned with a dynamic development of a musical struc-
ture with continuous variation of the same or similar material. Someone could recognize 
close or more remote relations to ideas I have used in other pieces of mine, such as Three 
Portraits for twelve pianists. This is a type of"musical recycling," an expression I first heard 
from my friend Lukas Foss. The fourth movement, along with new ideas, brings back some 
of the material of the previous movements. 
Symphony No. 40 in G minor, K. 550 
Mozart composed his final three symphonies during the summer of 1788. His entries in the 
thematic catalog he maintained suggest that all were written during the space of about two 
months. Much critical discussion has been devoted to the reasons for their composition, for 
it appeared that Mozart had no specific occasion in mind for their performance. The roman-
tic notion that he composed them without practical purpose is now widely disregarded as 
being out of character with Mozart's known compositional procedures, and the scholar H. C. 
Robbins Landon has recently advanced convincing arguments to suggest that they were in fact 
written for a series of concerts he gave in the fall or Advent season of 1788. Robbins 
Landon's argument is largely based on an undated letter written by Mozart to his principal 
benefactor, his fellow Freemason Michael Puchberg. In this letter he refers to his concerts 
which will begin "next week," concerts which scholars formerly believed never to have taken 
place. Evidence also supports the idea (advanced by Neal Zaslaw) that Mozart took the 
three symphonies on the tour he made to Germany the following year, which would further 
undermine the long-held notion that the composer never heard three of the greatest works 
in the symphonic literature performed. 
One aspect of the symphonies upon which commentators reach universal agreement is 
extraordinary diversity of character; each has unique qualities which together utterly e. e 
the myth that the extreme agitation and pathos of the G minor Symphony reflected the 
abject circumstances in which Mozart found himself at this period. The begging letters 
addressed to Puchberg during these months are indeed pitiful documents that might be cited 
as evidence of Mozart's state of mind at the time he was composing the G minor Symphony. 
But they will hardly do for the mellow warmth, strength and humor of E-flat Symphony or 
the elevated grandeur of the "Jupiter" Symphony. Neither should it be forgotten that the 
tragic qualities so often associated with the symphony today have not always been apparent 
to all. To Robert Schumann the symphony was a work of "Grecian lightness and grace," while 
for a later writer, Alfred Einstein, there are passages that "plunge to the abyss of the soul." 
Such ambiguity is perhaps apt for one of the greatest works of a composer whose music so 
frequently defies adequate description . The symphony is cast in the usual four movements; 
the opening Molto allegro immediately announces something unusual by starting not with a 
characteristic loud "call to attention," but with quietly spoken agitation. The uneasy passion 
of the main theme leads to conclusions that seem to protest rather than find any consolation. 
The movement's dominant feeling is urgency: upbeat after upbeat after upbeat occurs. Amid 
great instability and a questioning aura, we experience a peek into Don Giovanni's abyss. In the 
finale, the horns intrude with wild swatches of color. There is even an eerie twelve-note 
insertion after the double bar in the 'Allegro assai' section. 
There are two versions of the G minor Symphony. The first is modestly scored for flute and 
pairs of oboes, horns, and strings, but at some point shortly after composition Mozart added 
parts for two clarinets, slightly altering the oboe parts to accommodate them. Such second 
thoughts surely also add credibility to the idea that Mozart led performances of the work -
he would hardly have bothered with such refinements if the symphony was not being used for 
practical purposes. 
-Brian r s 
These program notes are from the archives at http://www.allclassical.com/. 
ANTONIN DVORAK (1841-1904) 
Slavonic Dance No. I in C Major, Op. 46 
Originally composed for piano duet, the two sets of orchestrated Slavonic Dances were first 
performed at the Crystal Palace, London, on February 15, 1879. 
Performed at a Presto tempo, this first dance is in a Czech rhythm known as a "furianty," a 
style that Dvorak also used for several of his scherzos, most notably the one in his Symphony 
No. 6. This basic lilting rhythm of the melody is built of one measure of three beats (two 
eighths, two quarters), and another measure of I +2 quarters with a staccato skip on the first 
beat and a marked accent on the second. (Dvorak had a marked preference for trochaic and 
dactylic meters). The percussion and bass instruments emphasize the melodic rhythm and 
also create an inner accent 2+ I, I +2, I+ I+ I, I +2. 
The bright, innocently joyful theme is played by the full orchestra at the opening in an ebul-
lient C major. Immediately a variation in A major echoes the theme with a pared down 
instrumentation for winds (minus clarinets), horns giving the accent on the second beat, and 
the low strings and bassoons on the first and third beats. A simple triangle on the first beat 
ad ovely timbre. 
The next variation of the theme seems at first to be in D major except that the lower strings 
and tympani keep emphasizing a C natural, which creates the feeling of a village bagpipe 
modal melody, until the music modulates into G major and then G minor. (This is a kind of 
inverted so-called "Moravian modulation," favored by the composer, which normally proceeds 
from a minor key to a major key one step lower). The melody is further metamorphosed in 
this lydian mode when the full orchestra returns, ostensibly in F, but the composer is tricking 
our ears, as the actual key turns out to be C major. 
The next variation features a kind of hurdy-gurdy imitation with the melody in parallel thirds 
in the oboes, the clarinets and bassoons forming an oom-pah-pah accompaniment, and the 
flute tootling along in rolling eighths. This is all doubled by pizzicato and lightly bowed strings. 
The melody gradually fragments and grows quieter. But the composer has delightfully tricked 
the listener again, and the full orchestra suddenly blasts out the cadence. There is a little 
piano dynamic laugh with pizzicato strings and staccato winds, followed by a single held note 
in the oboes, leading to a transition. 
The second theme enters, a gradually descending staccato line in A major with one offbeat 
accent. This melodic form which returns to the beginning note is a definite Czech folk style. 
A brief bridge in B-flat minor (anotlier inverted Moravian modulation) is presented in a fluty, 
whistling orchestration. Flowing strings create a grand walu. All the beginning sections are 
then recapitulated, lightly tripping strings over drones appear before the final coda which fea-
tures an enthusiastic, splashy, emphatically repeated IV-I cadence. 
,• 
-"Blue Gene" Tyranny 
These program notes are from the archives at http://www.allclassical.com/. 
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